
Early Journal Content on JSTOR, Free to Anyone in the World 

This article is one of nearly 500,000 scholarly works digitized and made freely available to everyone in 
the world by JSTOR. 

Known as the Early Journal Content, this set of works include research articles, news, letters, and other 
writings published in more than 200 of the oldest leading academic journals. The works date from the 
mid-seventeenth to the early twentieth centuries. 

We encourage people to read and share the Early Journal Content openly and to tell others that this 
resource exists. People may post this content online or redistribute in any way for non-commercial 
purposes. 

Read more about Early Journal Content at http://about.jstor.org/participate-jstor/individuals/early- 
journal-content . 



JSTOR is a digital library of academic journals, books, and primary source objects. JSTOR helps people 
discover, use, and build upon a wide range of content through a powerful research and teaching 
platform, and preserves this content for future generations. JSTOR is part of ITHAKA, a not-for-profit 
organization that also includes Ithaka S+R and Portico. For more information about JSTOR, please 
contact support@jstor.org. 



Srcijaeological 
3nstttute 
of America 



THE VIVENZIO VASE AND THE TYRANNICIDES 



It is now nearly fifty years since Benndorf established the rule 
that one is not justified in assuming even a reminiscence of the 
Tyrannicides in any monument which does not contain both 
Harmodius and Aristogeiton. One alone will not do. 1 This 
rule has been tacitly accepted by most scholars, for although 
several attempts have been made to increase the list of repro- 
ductions by monuments that show but one of the group, 2 such 
single figures have been consistently avoided by those who have 
really furthered scientific study of the famous work of Critios 
and Nesiotes. 3 On the other hand -there is one monument, at 
least, which is not excluded from the list of reminiscences by 
Benndorf s rule, but which, so far as I know, has never been pro- 
posed for this honor: this monument is the well known Vivenzio 
vase of the Naples Museum (Fig. I). 4 

*Arch. Ztg. XXVII, 1869, p. 107. 

2 E. g. Arch. Ztg. XII, 1854, pi. 68; XXVII, 1869, pi. 24, 3; Jb. Arch. I. 
XVIII, 1903, pi. 2. 

3 The following bibliography, while not exhaustive, lists the more important 
works dealing with the monuments. Those marked with a star I have not 
seen. Stackelberg, Grdber der Hellenen, I, pp. 33-35; Friedrichs, Arch. Ztg. 
XVII, 1859, pp. 65-72; Michaelis, Arch. Ztg. XXIII, 1865, pp. 13-15; J.H.S. 
V, 1884, pp. 146-148; Benndorf, Ann. Inst. XXXIX, 1867, pp. 304-325; 
Arch. Ztg. XXVII, 1869, pp. 106-107; Petersen, Arch. Ep. Mitt. Oest.* Ill, 
1879, pp. 76 ff.; Hermes, XV, 1880, 475-477; Rom. Mitt. XVI, 1901, pp. 97- 
108; Boehlau, Arch. Ztg. XLI, 1883, pp. 215-222; Graf, Ath. Mitt V, 1890, 
pp. 1-39; Overbeck, Ber. Sachs. Ges. 1892, pp. 34-38; Hauser, Jb. Arch. I. 
X, 1895, p. 202, footnote 26; Rom Mitt. XIX, 1904, pp. 164-182; Patroni,* 
Atti delta r. Accademia di Napoli, XIX, 1898, 2, pt. 2; Sauer, Rom Mitt. 
XV, 1900, pp. 219-222; Orsi, Not. Scav. 1900, p. 276; Koepp, Jb. Kl. Alt 
IX, 1902, pp. 609-634; Corssen, Arch Am. XVIII, 1903, p. 41; Joubin,* 
Sculpture grecque, p. 36; Lechat, La sculpture Attique avant Phidias, pp. 444 
ff.; Robinson, B. Mus. F. A. Ill, 1905, No. 4, pp. 27 ff.; P. J. Meier, Rom. 
Mitt. XX, 1905, pp. 330-347; Studniczka, Jb. Kl. Alt. XVII, 1906, pp. 546- 
549; Amelung, Jb. Kl. Alt. XIX, 1907, pp. 537-538; Schroder, Jb. Arch. L 
XXVIII, 1913, pp. 26-34. 

4 Best published, with adequate references in Furtwangler-Reichhold, Grie- 
chische Vasenmalerei, I, pp. 182-187, pi. 34. Older publications are worthless 
for our present study. 
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Our interest centers, at first, in the figures of Ajax and Neop- 
tolemus which, although not copies of the Harmodius and Aristo- 
geiton, are inspired by them; the Ajax especially has many points 




Figure 1. — The Vivenzio Vase: Naples. 
(After Furtwangler-Reichhold.) 

of resemblance: he is bearded; he leans forward and advances 
the whole left side; in his right hand, which is drawn back, he 
holds a sword ready for the thrust, and the sword is of the type 
seen in other reproductions of the Aristogeiton ; the Ajax ad- 
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varices the left arm in precisely the same way and at the same 
angle. His hand grasps the hair of Cassandra in somewhat awk- 
ward fashion: in this particular we have too good a copy of the 
Aristogeiton. 1 As for differences: Ajax is clothed and armed 
with helmet, thorax, and greaves and bears a scabbard; his right 
foot is seen in profile while that of Aristogeiton was turned 
outward; and, finally, Ajax has no mantle over his arm, 
although the garment of Cassandra produces a somewhat similar 
effect. 

The Neoptolemus resembles the Harmodius only in a general 
way: he is young and beardless; he faces left, brandishing a 




Figure 2. — Fragment of a Vase: Boston. 



sword over his right shoulder and the sword is of the type seen 
on the Boston fragment (Fig. 2). The chief difference between 
our figure and Harmodius is that here the left arm is stretched 
forward to grasp the shoulder of Priam and thereby the left side 
of the body, rather than the right, is advanced; at the same 
time the Neoptolemus must turn his back on the spectator. He 
is further represented with long hair and is provided with hel- 
met, greaves, etc. 

That the influence of the Tyrannicides was felt here seems to 

1 It is probably without significance for the restoration of the Tyrannicides 
that the left arm of Ajax is somewhat shorter than normal. 
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be indicated by the fact that elsewhere. Aj ax does not threaten 
Cassandra with the sword, once she reaches the statue of Athena. 1 
Cassandra makes no forcible resistance and Ajax has no desire 
to slay her but to bear her away captive. While it is always 
possible that pictorial representation of the Pursuit of Cassandra, 
or of the episode of Menelaus and Helen, or some similar scene 
influenced the artist of the Vivenzio vase, it is quite as easy to 
suppose that the incentive came from the famous bronze group 
in the Agora. Similarly I know of no instance in which Neop- 
tolemus attacks Priam with a sword raised above his head. In 
the usual tradition he swings the body of Astyanax before the 
aged king. There is no need of such a terrific blow as is here 
made ready, and one is somewhat disturbed by the fact that the 
sword must cut through the border of the picture before reaching 
its mark. 

Whether or not the point is well taken that in drawing our 
vase the Tyrannicides were more or less in the artist's mind, it 
will not be out of place to examine in connection with it the vases 
which have been accepted as reflecting the bronze group. It is 
almost startling to observe the extreme divergence of the exam- 
ples (Figs. 1-5) : the Skaramangd figures are directed from left to 
right with Harmodius in the lead; in the Boston fragment Har- 
modius is again in the lead although the direction is to the left; 
the Panathenaic amphora places Aristogeiton in the lead and the 
figures advance to the left; in the Wtirzburg stamnus the figures 
advance toward each other with Hipparchus between them; in 
the Vivenzio vase an entirely different scene is depicted and six 
persons are placed between the two with whom we are con- 
cerned. Differences almost as great as these are to be seen in 
almost any particular we may care to investigate. 

The Greek vase painter was not a slavish copyist but he was 
not afraid of borrowing an idea from any available source. In- 
deed it is more than likely that some vase painters had sketch 
books containing figures borrowed from the masterpieces of 
painting and sculpture that existed in the neighborhood. These 
figures, however, were seldom used exactly as they appeared in 
the copy book. Aside from conditions imposed by the subject 
matter the artist was limited by conditions of space, balance, 

1 Etruscan monuments are not to the point unless they can be shown to be 
accurate copies of Greek originals. 
5 
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harmony, and rhythm. In the Panathenaic vase (Fig. 3) Aristo- 
geiton rather than Harmodius leads because the space to be 

filled is circular and 
this arrangement is 
more satisfactory 
than that in which 
the figures are inter- 
changed. The reason 
that Harmodius is 
usually mentioned 
before Aristogeiton in 
ancient writers is that 
in this order a pleas- 
ing rhythm is pro- 
duced and in this 
order the names can 
be more readily used 
in metrical forms. 1 
Nevertheless little at- 
tention has been paid 
by archaeologists to the fact that there are quite as important 
rules of composition in the graphic arts as in literature. 

On the Skaramanga" lecythus (Fig. 4) the space to be filled is 




Figure 3. — From a Panathenaic Vase. 




Figure 4. — -The Skaramanga Legythus. 

long and narrow so that the figures are separated and trees are 
added; furthermore, that Harmodius may not turn his back on 

1 Meier, Rom. Mitt. XX, 1905, p. 331; cf., however, Overbeck, Ber. Sachs. 
Ges. 1892, p. 36. 
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the spectator and cover his face with his raised right arm the 
painter even dared to represent him as left handed. 

On the Wtirzburg stamnus (Fig. 5) there was also a fairly long 
field for which the artist bethought him of the story and decided 
to add a figure of Hipparchus. Given Hipparchus, his dramatic 
or melodramatic instinct could not be satisfied with anything less 
than the actual despatching of the tyrant. This, of course, 
meant that a new type of Aristogeiton must be employed. 

In the Viveiizio vase the artist must compose for a zone which 
is very narrow at the top, and which is spread over an intricately 
curved surface. As the space for decoration is four or five times 
as long as it is high, there is room in it for a series of episodes or 




Figure 5. — -The Wurzburg Stamnus. 

for a single extended composition. Our artist chose to depict 
several episodes, but his artistic ability, which was very great, 
enabled him to bind them into a single, well-unified whole. The 
general subject matter is the Iliupersis: the centre of the field is 
occupied by Priam, the remainder by members of his household 
and by Greek warriors, save as one end tells the story of the 
flight of Aeneas. Five episodes are represented: Death of 
Priam, Rape of Cassandra, Flight of Aeneas, Capture of Andro- 
mache, Recognition of Aethra by Acamas and Demophon. The 
artist selected the most important characters to represent stand- 
ing, their heads filling practically all the space available at the 
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top of the zone. The lower part of the field has room for numer- 
ous sitting and kneeling figures and for two or three corpses. 

So skilfully are the several episodes interwoven that one does 
not at first glance realize that they are so many. Let us see by 
what means the artist tied his groups together: the shape of 
the vase requires pyramidal arrangement of figures. In the 
Priam episode the centre of interest is the head of Priam, toward 
which are directed: the gaze of Neoptolemus, the lines of his 
sword and arms, the line of the scabbard, the lines of the left leg 
of Neoptolemus, the lines of the left leg of Astyanax, continued 
in the curved line of the back of Priam, and, finally, the lines of 
the trunk of the palm tree. But the top of the palm bends to 
the left, not as Furtwangler would have us believe, to show how 
wild and stormy was the night, but to connect this group artis- 
tically with the next. Again, the Hecuba seated beside the altar, 
although historically belonging with the Priam episode, connects 
the Priam and Cassandra episodes by the direction of the lines of 
her drapery, by the curve of her back, by her raised right hand, 
and by facing toward the left. On the right of Priam the lines 
of the raised arm and sword of Neoptolemus tie the Priam episode 
to that of Andromache, just as the pestle of Andromache ties her 
group to that in which Aethra figures. Only on the extreme left 
is the Aeneas episode divorced effectually from the rest of the 
composition. This is as it should be, for does not this little group 
succeed in getting entirely away from the scene? 

If these points are well taken we can see how extreme must 
be the care in using any vase as a document in the history of 
Greek sculpture. The net gain to the Tyrannicides from the 
Vivenzio vase will not be large nor very positive. It does, how- 
ever, raise again the question whether the beard of Aristogeiton 
was not a pointed beard rather than the bushy one of the Strass- 
burg, Braunschweig, and Berlin restorations. 1 It confirms the 
type of sword in the hands of Aristogeiton in the Strassburg as 
against the Braunschweig restoration, although it supports Hau- 
ser's contention that it should be reduced a trifle in length. Per- 
haps the greatest improvement it suggests is in the type of sword 
to be placed in the hand of Harmodius: it should be a broad 
sword, without central rib or furrow, but heavy enough to be 

1 The untrimmed appearance of the beard of Aristogeiton on the Skaramanga 
lecythus should doubtless be attributed to the haste and carelessness of the 
painter. 
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effective in the slash. The scabbard may well be of a type to 
correspond with the sword, and bound about with leather. 

Our vase affords no help as to the arrangement of the two 
figures in relation to each other, nor as to the position of the 
sword of Harmodius. In any case we must not forget that all 
our ancient reproductions of the arm and sword are flat copies, 
made in an age in which painting largely ignored the third dimen- 
sion, — when such a group as the Tyrannicides must be recom- 
posed to conform to the demands of the vase painter by whom 
perspective was hardly recognized, much less understood. 1 The 
sword of Harmodius in the bronze group need not have been 
parallel to the plane in which he is advancing. A restorer, work- 
ing upon casts of the Naples copy, should be able to determine 
the possibility of artistically tying the two figures together by 
swinging the sword and arm more or less obliquely to the right or 
left. 

Oliver M. Washburn. 

University of California. 

1 It is for this reason that most of the vase paintings that reproduce the 
Tyrannicides display the feet in profile rather than subject the artist to the 
difficulties of foreshortening. 



